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Since May of 1987, Anderson University and Warner Press have jointly shared ownership of over 140
works lJy Warner Sallman, with Warner Press holding the copyright and distribution rights, Anderson
University possessing the actual paintings and drawings. With the purchase of the collection from the owners,
Kriebel and Bates, Incorporated, an unusual story of a circuitous venture in religious marketing and
publishing was drawn to a conclusion. Anthony Kriebel and Fred Bates, originally employees of the Gospel
Trumpet Comany in Anderson, Indiana, (the early Warner Press), established a separate company in 1941, to
become the exclusive publishers of Sallman 's art. Both men remained with the Gospel Trumpet for a time, Bates
leaving first to manage the production of Sallman projects in Indianapolis, Indiana. Yet even after they left,
their former employer remained one of the principal distributors of Sallman 's images. Over 40 years later,
Warner Press took ownership through the purchase of the collection.

A selection of sixteen of the most well-known works were exhibited in the Jessie C.

Wilson Galleries at
Anderson University for the first time during june of 1986, prior to their purchase, in conjunction with the
annual convention of the Church of God, Anderson. An estimated 6000 people viewed the works during the
week-long meeting. Since then, pieces from the collection have been shown each summer for the convention,
serving as an important tradition for many attending the international church meeting.
During my first year as Director of the Galleries ( 1989-90), I was astonished lJy the number of requests
from individuals and groups, sometimes prepared to travel great distances, who wished to see the collection or
any single painting I might be willing to bring out of storage. These requests were often phrased in the language
of a pilgrimage. Many viewers of the works shared emotional narratives with me about the importance of the
images at critical moments in their lives. As an artist trained under the influence of modernism and its
intellectual moorings, I was unprepared for the responses and stunned lJy the nature and quality of their
personal reports. The intensity of the public response to Sallman 's work prompted me to remain watchful for a
skilled, academic collaborator who might be willing to develop a useful scholarship of the "Sallman
phenomenon. "I have indeed been fortunate to find such a collaborator in David Morgan. With his creative
leadership and generous support from Lilly Endowment, Inc., I believe that the Sallman collection may now
serve as an important resource in the study of American religious culture. It is anticipated that the Sallman
collection will finally be on permanent display at Anderson University late in 1994.

Jason Knapp, M.F.A.
Director, Wilson Galleries
Anderson University
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AMERICAN PROTESTANTISM AND DEVOTIONAL IMAGERY:
THE CASE OF WARNER SALLMAN
David Morgan

There are many ways to look at images. We can see
them as objects of beauty; as historical artifacts; as
mementos; as articles of piety; or as propaganda in the
service of an ideology. In one way or another, the images
painted by Warner Sallman have been seen in each of these
ways. This exhibition, part of a two-year research project
conducted by a group of scholars, seeks to explore the
production and reception of Sallman's art among its
primary constituency: Protestant Christians in North
America since 1940. The -study was motivated by the desire
to understand the social history of a set of popular
devotional images which have exerted an enormous
influence on Christian imagination.
The Place of Images in Protestant Devotianal Life

In the long wake of the Reformation, it has become
conventional for many to claim that Protestantism,
particularly its radical and evangelical varieties, is aniconic,
that images have pl;:tyed no important role, indeed, have
even been explicitly proscribed from worship and
devotional life. In fact, however, there is a visual culture to
be found in a great many forms of Protestantism, but it is
one that varies in important ways from the tradition of
'high art.' Over the past several centuries, Protestants in
Europe and America have employed inexpensive woodcuts,
engravings, etchings, photographs, and offset lithographic
images to disseminate confessional views, to teach and
admonish, and to celebrate birthdays, baptisms,
confirmations, and sacred holidays such as Christmas and
Easter. It is this vast body of images, often as ephemeral as
a birthday card or Sunday bulletin, that has constituted the
visual expression of piety among many Protestants and
which is the object of this study.
The Art of Warner Sallman

The mistaken assumption that Protestantism lacks a
significant visual practice has caused students of art and
religion to overlook fruitful opportunities for investigating
how religious communities understand themselves, how
they convey their self-understandings, and how they
practice their devotion in both private and public spheres.
Perhaps one of the most iconographically distinctive and
certainly the most ubiquitous body of images deployed
among a wide range of Protestant communities (and
Roman Catholic as well, though on a smaller scale) is the
work of Warner Sallman (1892-1968). Sallman produced a
number of images which have become virtually archetypal
for such religious groups as Methodists, Baptists,
Lutherans, Church of God, and the Evangelical Covenant
Church, his own church body.
For generations of Christians, the Head of Christ has
represented the authentic portrait of Jesus. But as articles
in devotional magazines and correspondence sent to
Sallman, his publishers, and to the scholars of this research
project indicate, the range of response to his image varies
considerably. Those who admire the picture and the rest
of Sallman's widely-reproduced images find in them the
mores, theology, social agenda, and ecclesiastical self-image
which he or she practices. Sallman's pictures have become
iconic for many Protestants inasmuch as they have revealed
the devotional ideals cherished by millions of believers
since the Second World War. What numerous people
report they see when they look at Sallman's pictures is a
compelling visualization of the values which they hold
dearest. The imagery acts as a window that looks onto the
world as it ought to be. In this manner, Sallman's pictures
serve as icons for American Protestants.
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Warner Sallman
Sallman lived his life in Chicago, where he was
trained as a commercial artist at the School of the Art
Institute. He worked as an illustrator for both religious
and non-religious publishers, initially in the Lobp and later
in his home studio on the north side. In 1924, he
published his original charcoal drawing called The Son of
Man, which he first produced in oil in 1940.
Reproductions of the oil painting were distributed to
American servicemen during World War II and the image
quickly became very·popular. Sallman painted most of his
well-known works over the next several years, including
Christ in Gethsemane ( 1941), Christ at Heart's Door (1942), The
Lord is My Shepherd (1943), and Christ Our Pilot (1950).
Sallman worked closely with a number of religious
organizations in the production of religious illustrations,
incl,uding the YMCA, and the Salvation Army, and
countless individual congregations for whom he painted
murals and presented his popular "chalk talks," when he
would re-create his most well-known images such as the
Head of Christ in chalk or pastel.

The Production and Reception of Sallman 's Images
It has been estimated by Sallman's publisher, Kriebel
& Bates, Inc., that the artist's most familiar image, the Head

of Christ, has been reproduced more than 500 million times
and has been distributed around the world. Further
estimates indicate that the remaining body of images by
Sallman have been reproduced in total 500 million times.
This means that 1 billion reproductions of devotional art
by the artist were put into global circulation by parents,
churches, religious youth groups, missionary leagues, and a
host of private organizations and individuals since 1941,
when it was first marketed.
Sallman's publishers provided an image for every
occasion in the daily lives of the devout: pictures by
Sallman adorned book marks, calendars, prayer cards,
tracts, bibles, lamps, clocks, buttons, stickers, and
stationary. Promoters gave special attention to literature
catering to youth in the church. Images by Sallman
illustrated Sunday School materials, devotional services,
and conferences for youth. Conservative Protestants
undertook special initiatives during the post-war era: to
secure youth membership in the church and Sallman's art
played an important role in outreach. His pictures were
very popular gifts on such occasions as baptisms,
confirmations, marriages, birthdays, and anniversaries.
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In order to assess the importance of Sallman's art in
the lives of the devout, advertisements encouraging readers
to communicate their views were placed in two dozen
devotional and religiously oriented magazines and
newspapers. Four hundred seventy-three letters were
forthcoming. Such a substantial sample allows a rich
account of the popular reception of Sallman's art. Essays
exploring this response as well as the production and
marketing of the imagery and the theological contexts of its
reception will be gathered into a single forthcoming
volume.

The Nature of this Exhibition and Study
As the preeminent popular religious art of its age,
Sallman's work presents students of art and religion with
the opportunity to examine how the production and
marketing of religious images shapes the visual practice of
Protestant piety. This project has focused, therefore, on
the reception of Sallman's art among popular and critical
audiences more than on the study of biography, artistic
intentions or the aesthetic quality or merit of the pictures.
The point is not to disparage these as methods of study, but
to demonstrate that the response to the images among those
who purchase, exchange, and display them is an excellent,
and hitherto neglected way of learning more about the role
imagery plays in Protestant devotion. When the
iconographical choices made by Sallman are discussed, the
aim is to scrutinize the impact that any changes he
introduced may have had on popular response to his work.
Likewise, stylistic and compositional analyses of his images
are directed toward assessing the effects that Sallman's style
enjoyed among his public.
This project attempts to measure what can be learned
about the production of Sallman's art in his studio and in
the hands of the publishers against the reception of the
work. Scholars have sought to examine the entire range of
cultural production with the understanding that an image
is never simply what an artist says it is, but also what his
artistic training, publisher, dealer, market, audience, and
critics say it is. In other words, the ontology of a work of art
is restricted neither to the artist's intention nor to the
formalist view of the image as some sort of irreducible
thing in itself. An object of art is a complex and ongoing
social event that is composed of many cultural practices
which should be analyzed in terms of their social and
historical relations to one another. This study sets about
such an analysis by interpreting Sallman's images within the
context of the cultural system they helped produce.
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spaces such as churches and YMCA's.
The image was marketed in an
inexpensively-framed format; as cards
bearing devotional texts (see entry no.
15); and on greeting cards, church
bulletins, clocks, lamps, buttons, and
funeral announcements to name only
a few examples (see entry nos. 19, 20,
and 21).
Sales catalogs and
promotional literature advertised
Sallman's principal paintings each year
(see entry nos. 22 and 23). The Head
of Christ became the virtual trademark
of Kriebel & Bates and so quickly
found public acceptance that the
publishers encouraged Sallman to use
the Head as frequently as possible in
other depictions of Christ. The artist
complied by duplicating the head in
other images (see entry nos. 7 and 8);
rotating it to reveal more of the face
(see entry nos. 3, 4, and 6); and
reversing it as in Christ Our Pilot (entry
no. 5).
One admirer of the Head of Christ
wrote the following about its meaning
to her:

Entry No.I
Warner Sallman, Head of Christ, 1940, oil on canvas
J essie C. Wilson Galleries, Anderson University; purchased by Warner Press and Anderson University

Entry No.1: Head ofChrist
By far the most popular of
Sallman 's pictures, the Head of Christ
has been reproduced more than 500
million times according to its
publishers (Kriebel & Bates) . Anthony
Kriebel and Fred Bates, employees of
the Gospel Trumpet Company of
Anderson, Indiana, arranged to
market the image late in 1940.
Reproductions subsequently carried
their imprimatur and the copyright
date of 1941. Chicago Offset Printing
Company printed the image in a six
color separation lithographic process
that preserved what many admirers
consider unique 4b0ut the picture: its
radiant, incandescent glow. During
The Art of Warner SalZman

the years of the Second World War ,
one press at Chicago Offset
continuously printed the Head of Christ
under the operation of two shifts of
laborers. In a document written in
1945, the publishers indicate that by
the previous year a total of 14 million
single pictures had been printed. One
run of the image, which required
three to four weeks to complete from
start to finis h , consisted of five
thousand sheets and included a variety
of sizes of the Head of Christ, ranging
from 20 x 16 to 3 1/ 2 x 2 1/ 2 inches.
Several runs were already completed
in 1941.
By 1944 the market
supported increasing the size of
individual prints to 40 x 30 inches for
large images to be us e d in public

There is something more about
Warner Sallman 's pictures that makes me
feel ... when I see them that this artist had
felt Christ's presence when he made the
images ... and you can feel Christ's
presence . . . conveyed ... to you through
his images. From the image of the head of
Christ I see righteousness, strength, power,
reverence, respect, fairness, faithfulness,
love, compassion. From the way the hair in
the image is highlighted in the back and
highlights around the front of the head
and face there seems to be a Holy radiance
emitted from the image , depicting the
qualities mentioned above . [Letter 274,
Correspondence file, Sallman Archives,
Anderson University] 0

Entry No. 2: Christ in Gethsemane
Most of Sallman 's well-known
pictures suggest debts to the work of
other religious artists. Sallman found
ample material to work from in
devotional magazines, illustrations in
popular bible literature, and a host of
books on Christian art and the life of
Christ illustrated by the work of artists
from the 19th and 20th centuries. He
7

Entry No.2
Warner Salim an, Christ in Gethsemane, 1941 , oil 0{1 canvas
J essie C. Wilson Galleries, Anderson University; purchased by Warner Press and Anderson Uni\'crsity

is said to have been an avid collector of
such images and to have gathered
them in his studio (conversation of the
author with Charles Bates, July 19,
1991). Some viewers may accuse him
of plagiarism. But artists of all time
have
borrowed
from
their
predecessors, and Sallman never
simply reproduced the work of
another. What matters in this study
concerning the changes Sallman made
are the consequences they may have
had for reception of his images.
Christ in Gethsemane derives from
the work of another religious painter,
in this case, the painting of Christ at
prayer by Heinrich Hofmann (see fig.
1). Hofmann's Jesus in the Garden of
Gethsemane, painted in 1890, was widely
8

reproduced in devotional magazines
and was often compared with
Sallman's art. Hofmann's image was
frequently the subject of stained glass
windows and of murals painted in
church sanctuaries throughout the
Midwest during the 1930s, including
one by Sallman himself in a church on
the south side of Chicago.
Sallman modified the German
picture in obvious and subtle ways.
Both artists constructed their pictures
on the basis of a diagonal. Hofmann
aligned a ray of heavenly light falling
from the upper left with the angle of
Christ's back. In the center of the
picture the halo shines about Christ's
head. Sail man reversed Hofmann's
composition and substituted a dark

diagonal of rock that parallels the
kneeling Christ and silhouettes his
glowing tunic, providing part of what a
sales catalog described as "a quiet and
natural background." Christ's face,
lifted carefully from the Head of Christ,
bisects the stone slope at a right angle,
serving to arrest the viewer's eye once
again at the center of the picture.
Salim an exchanged Hofmann's
Italianate chiaroscuro for bright and
broadly brushed colors. Christ is not
placed in the middle distance, but
pulled closer to the picture plane and
si.t uated in something of an alcove, a
partial enclosure that reinforces both
his isolation from the sleeping
disciples in the distance and his
intimate proximity to the viewer. The
alcove, a garden-like feature
accompanying the altar slab of stone
on which Jesus prays, connotes the
picturesque silence of the "Garden of
Gethsemane," that oriental place in
which the prayer occurs in a final
moment of privacy before public
humiliation and execution. Both
artists conveyed the nature of Christ's
suffering with the thorn bush, but
Sallman supplemented the legibility of
this suggestion by linking the thorny
growth to a shadowy cruciform that is
scantily concealed in the rock
backdrop in the upper right. Sallman
also heightened the emotional state of
Jesus by clasping the hands in prayer
and furrowing the brow. While

Fig. I: Hofm ann : Jesus in the Garden of Gethsemane
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Hofmann's Christ appears to have
resigned himself to his fate, Sallman's
remains in a state of beseeching God.
This latter difference, in addition
to the bright colors and the isolation
of Christ in the foreground, may help
account for the great popularity of
Sallman's image. It has served many
as a devotional aid in prayer. One
writer recalled receiving "inspiration"
whenever she looked upon her picture
as a teenager and prayed (317). An
Iowa woman wrote that the large
stained glass version of the image in
her church helped "to comfort me and
preserve my inner peace" (397).
Sallman's picture is often cited by
letter writers as hanging in the
bedroom where it inspires pathos and
prayer. One woman recalled the effect
of the image during her college years:
"Whenever I felt lonely or afraid or
overwhelmed by the chaos of a twisted
world, I would look up at that picture
and be overcome by a deep sense of
peace and comfort." Another woman,
widowed after 45 years of marriage,
wrote that the "sight of the Lonely
Savior, pouring out his heart in prayer
to His Father, has inspired me through
many hard and lonely problems. My
pain and sorrow could never compare
with the extreme suffering He
endured for our sake ... " (letters 421
and 431, Correspondence File,
Sallman
Archives,
Anderson
University). 0

Entry No.3
Warner Sallman, Christ at HParl 's Door, 1942, oil on canvas
Jessie C. Wilson Galleries, Anderson University; purchased by Warner Press and Anderson University

Entry No. 3: Christ at Heart's Door
Christ at Heart's Door is the second most
cited image by Sallman among the
4 73letters which the research project
received from readers of popular
religious magazines. It was inspired by
a tradition of British and German
paintings and prints from the
nineteenth century which depict
Christ knocking at the door of a home
(see figs. 2 and 3). The most famous
of these images are the versions of The
Light of the World by William Holman
Hunt, the first of which Hunt
completed in 1853 and which hangs

today in Keble College, Oxford.
Sallman followed the overt allegorizing
evident in European versions of the
subject such as Hunt's. Viewers of
Sallman 's picture appreciate the
unambiguous legibility of the picture,
whose subject is based on Revelation
3:20: "Behold, I stand at the door and
knock ... " The barely concealed
heart produced by the luminance of
Christ and the frame of the doorway
convey Christ's call to the soul
ensnared in thistles of sin and the
darkness of ignorance and willfulness.
Yet, as promotional literature points
out, "all is not hopeless, for there is an
opening of grillwork in the door

Fig. 2: Plockhorst: ThP Savior

The Art of Warner Sallman
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rendition: there is not a hint of the
"valley of the shadow of death" here,
only a tranquil vision of "still waters"
and "green pastures." The message
was one of comfort with no reference
to the threats to which the Psalmist
alluded. The small, plump sheep
inhabit a utopian garden-landscape
that is nothing if not peaceable. Christ
is as gentle as his flock, with whom he
is identified by the color and softness
of his robe. Located at the heart of
the quiet flock, Christ emanates an
emollient aura and dotes upon the
lamb, symbol of his concern for
children. Even the "little black sheep"
follows his lead. According to
promotional literature, this animal "is
a symbol of the wayward sheep who
Fig. 3: Hofmann: I Stand at Door

Fig. 4: Plockhorst: The Good Shepherd

'revealing the darkness within,' so that
the individual may see who is at the
door, and see that' He is good and
kind." For American Protestants
whose spirituality is premised on the
acceptance of a call and "born again"
experience and its subsequent
testimonial, this image articulates a
central theological principle and has
served to commemorate such
experiences (see letters 259, 473). For
others, the image offers assurance of
Christ's benevolent yet persistent love.
Still others interpret the image in
terms of the freedom of will. A
Lutheran clergyman admires the
painting "because the absence of any
outside knob or latch on the door
indicates that one must open one's
heart to Christ from within-He will
not force His way inside" (331). In
either case, the highly symbolic or
allegorical character of the image
facilitates the inscription of personal
and theological narratives of
conservative Protestant piety. 0
Entry No. 4: The Lord is My Shepherd

A favorite image to place in the
bedroom and Sunday School
classroom, The Lord is My Shepherd
visualizes the pastoral image of Psalm
23, but does so without the dark side
of the ancient verse. Indeed, this may
account for the appeal of Sallman's
10

Entry No.4
Warner Sallman, The Lord is My Shephml, 1943, oil on canvas
Jessie C. Wilson Galleries, Anderson University; purchased by Warner Press and Anderson University

icons of American Protestantism

have been restored again to the fold ."
While Sallman's imagery is often
dismissed for its sentimentality, it is
clear in details such as this and in the
overall composition of The Lord is My
Shepherd that he was able to create
pictures that convey very effectively the
sentiment that mattered to his
appreciative public. In this painting,
for instance, Christ and his flock are
nestled in a brightly painted landscape
that wraps about them; framed by the
diagonal creek in the lower left, the
sheep are surrounded by the hatched
movement of the verdure and the
diagonal shore of the river to the
upper right. The tree in the upper left
echoes Christ's gesture and helps
construct a balanced and centered
composition that conveys the serenity

which Sallman and his audience
considered the ideal of the pious life.
One mother, for whom the Head of
Christ symbolized stability and peace
during a childhood plagued by an
alcoholic parent, displayed Christ in
Gethsemane in her bedroom. She
referred to Christ "holding the lamb
with the mother sheep looking on with
concern" and drew great relief from
the relationship between savior, lamb,
and the ewe as she thought about her
own children: "What solace to know
who held them [her children] as they
began to go out on their own" (letter
342).
Sallman found the idea for this
painting in Bernhard Plockhorst's
nineteenth-century portrayal of the
subject (fig. 4), which shows the

mother sheep craning its head upward
toward itslamb in Christ's arms.
Sallman elevated the viewer above the
scene somewhat in order to introduce
the colorful landscape.
Yet in
adjusting the perspective of the
landscape and sheep, he did not
reduce the height of Christ who towers
above the flock gathering about his
knees. This characteristic diminution
of subject matter may be an important
element in the great appeal of
Sallman's work: by making the sheep
doll-like, Sallman enhanced their
dependence on the paternal savior
and gave them a charm that
corresponds to the cherubic cuteness
of children in such images as He Gareth
For You (entry no. 6).
For further discussion of this
image, see entry no. 23.
Entry No. 5: Christ Our Pilot

Entry No.5
Warner Sallman , Cl11ist Ou.r Pilot, 1950, oil on canvas
Jessie C. Wilson Galleries, Anderson University; purchased by Warner Press and Anderson University

The Art of Warner SalZman

Salim an
modified
the
iconography of an anonymous wartime poster published in Chicago (see
entry no. 25) into a post-war image
that visualized the rite of passage into
male adulthood. Christ Our Pilot
became a favorite gift to boys and
young men for display in the
bedroom. A counterpart to this image
for girls was Madonna and Christ Child
(fig. 5). The male rite of passage had,
of course, been a crucial concern for
parents during the war as hundreds of
thousands of young men left the
security of home for the chaos of the
war far away. Sallman changed the
pose of Christ and his relation to the
young man by removing Christ's firm
grip on the helm and directing his
gaze away from the viewer. Jesus rests
a paternal hand on the boy's shoulder
and points out safe passage.
A pamphlet of interpretations of
Sallman 's major images published
about 1955 (part of a kit for part-time
salespersons working for Kriebel &
Bates) included an account of Christ
Our Pilot. The narrative as we read it
here recalls the 19th-century literary
tradition of painting where single
features of the landscape bear tell-tale
significance in the moralizing story of
a soul's journey.
The young
11

Entry No. 6: He Careth for You

Fig. 5 Sallman: Madonna and Child

helmsman places his trust in "the
perfect Pilot," but keeps control of his
craft himself. 'We note that the Pilot
does not take the wheel. He leaves this
responsibility to the helmsman. He
never removes from him the task of
making his own decisions and steering
his own vessel."
(A Series of
Interpretations of the SalZman Religious
Masterpieces, Indianapolis: Kriebel &
Bates, 1955 or after, n.p. [8])
Some viewers have claimed to see
in the clouds directly to the left of
Christ's face the profile of a roaring
lion, possibly a reference to 1 Peter 5:
8, which reads: "Your adversary the
devil prowls around like a roaring lion,
seeking some one to devour."
Whether Sallman included this image
or not, he did use concealed imagery
in other works (such as the heart in
Christ at Heart's Door, entry no. 3) and
many viewers have discerned hidden
images in several paintings, most
notably a chalice and wafer on the
temple and forehead of the Head of
Christ (entry no. 1). Intended or not,
the lion underscores how Christ Our
Pilot was seen to visualize the
difficulties of coming of age and how
this threat was conceptualized and
negotiated by Christians. With Christ
as Pilot, Satan's wrath is safely avoided,
life's storms successfully navigated, and
the purity of youth and the freedom of
the will securely preserved. 0
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He Gareth For You envisions a bourgeois
parable of the ideal faith. The Series of
Interpretations cited in the previous
entry describes the picture's "soft
fleecy clouds" and the "majestic
mountains" and "fertile fields" and
points to the "peaceful little town"
nestled among trees at the "foot of the
mountains." The town "reminds us of
the love and security of the home and
of the family." This country idyll and
its publisher's interpretation of it
portray a paternalistic notion of
security that is rooted in traditional
notions of gender. Three young
children have brought a wounded
sparrow to the Savior. On the viewer's
left stand two quiet girls. The smaller
of the two is enrapt in the
countenance of Jesus, the larger gazes
silently upon the young boy who
narrates the sparrow's mishap.

Appearing almost as a photomontage,
Jesus stares beyond the boy in a
portrait lifted almost directly from the
1940 painting. The young girls take a
very passive role in the composition.
They are encompassed by Christ's
body and serve to direct the viewer's
gaze toward Jesus and the boy. The
oldest girl embraces the younger who
in turn hugs a doll dressed as a nurse.
The Series of Interpretations provides the
following characterization of the two
girls:
The oldest girl displays the big sister
traits, she has a protective arm about the
younger child, but is concentrating on her
brother and his problems, while the little
girl clings to her doll and leans close to
Jesus and looks up into his face with frank
and admiring acceptance.
[unnumbered p. 1]

The boy, on the other hand, stands
out from Christ's contour in his role of

Entry No.6
Warner Sail man; He Gareth For You, I 954, oil on canvas
Jessie C. Wilson Galleries, Anderson Uni,·ersity; purchased by Warner Press and Anderson University

Icons of American Protestantism

(and adult believers) have in Christ,
the benevolent shepherd. 0
Entry 7: Ready to Go-Ready to Stay!

The binary opposition of male
and female is particularly apparent in
Ready to Go-Ready to Stay!, an oil
painting probably intended for the
bulletin of a youth service. The young
man and woman are distinguished
from one another in height, shape,
color, and gesture-all the traditional
markers for signifying sexual
difference. The young woman, seen in
profile, rests her folded hands on the
young man's shoulder and is fully
framed within Christ's body, while her
companion gestures, speaks, and holds
the Bible, symbol of authority, and
extends beyond the enclosure of
Christ's contour. Jesus towers above
the two and sanctions their
differences.
For Sallman and his appreciative
public, the woman was a homemaker,
childbearer, and caregiver-in other
words, the one who is "read to stay" as
opposed "to go." He consistently
portrayed young girls and women in
enclosed forms, passively submissive to
active boys and men (see entry no. 6).
As a way of saving time and preserving
the exact features of his famous
portrayal of Jesus, Sallman pasted a
paper reproduction of the Head of
Christ to the surface of the painting
and painted its features.

Entry No. 7
Warner Sail man, Ready to Ctr-Ready to Stay, 1954, oil on fine canvas on board
Jessie C. Wilson Galleries, Anderson University; purchased by Warner Press and Anderson University

active explanation. The little lamb,
who also participates in the network of
gazes, may be the children's playmate
in the countryside, but also serves as
an emblem of innocence-the
innocence of childhood which is so
often adduced by evangelicals as the
ideal model of faith. The lamb

The Art of Warner Sallman

reinforces the cute, cuddly, doll-like
character of the children whom the
Savior gently embraces. No longer the
traditional symbol of paschal sacrifice,
that is, of a bloody, substitutionary
death, but a residue of Victorian art
and children's tales, the lamb
represents the security that children

Entry No. 8: Let's Go to Church

Perhaps the most frequently
cited feature of Sallman 's Head of
Christ is its radiance, which is often
seen as the visual signifier of Christ's
divinity, which is joined with the
obedience and humility of his human
gaze. This radiance is the subject of
the church bulletin cover Let's Go to
Church, in which members of a
congregation file past a luminous

13

Several critics of Sallman's Christ
had derided what they considered its
"effeminate" character. Augsburg and
Concordia
publishing
houses
marketed their own portraits of Jesus,
indebted to Sallman's original
formula, but portraying a younger,
more vigorous Christ such as Richard
Hook's Head of Christ (fig. 6). Christ
now faced the viewer in an informal
manner that younger viewers found
more appealing.
Hook's Christ, copyrighted by
Concordia Publishing House in 1964,
presents a huskier Jesus, rendered
more roughly as a sketch. The soft
sheen of Sallman 's 1940s style was
replaced by a broken, less resolved
brushstroke. Hook left the hair
uncombed and shows the beard as
close-cropped, eliminating the fine
and flowing texture of Sallman 's
bearded Jesus, a feature which had
been deliberately attacked by
detractors. A slight tilt of the head
combined with eyes that gaze directly
at the viewer gave Hook's portrait a
new immediacy that seemed to
outmode Sallman's suddenly Victorian
picture.
Documents from Sallman 's
publishers indicate the kinds of
changes deemed necessary. One
version of Christ under production in
1962 (fig. 7) carried instructions to the
artist or the printer to roughen the
Entry No.8
Warner Sallman, Ltt's Go to Church, 1947, watercolor on paper
Jessie C. Wilson Galleries, Anderson University; purchased by Warner Press and Anderson University

stained glass window of the Head of
Christ miraculously come to life. The
lead veining has vanished from
Christ's face and the radiance which
some of the churchgoers notice
reverses the passage of sunlight and
becomes the very light of Christ's
divinity beckoning the faithful to
worship. The image itself acquires
generative power to illuminate faith.
This 'real presence' of the image
hardly conforms to the traditional
notion of Protestant iconoclasm, a
sentiment which the popularity and
characteristics of Sallman's art ought
largely to retire. 0
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Entry No.9: Portrait ofjesus
Sallman produced more than a
dozen variations of his original
conception of Jesus. Portrait of jesus is
his last version of the portrait-style.
The head-and-shoulders format had
proved very successful, producing
rivals by other painters such as Louis
Jambor (see entry no. 24) as early as
the mid-1940s. But by the late 50s and
early 60s, Sallman and his publishers
found it necessary to modify the
smooth and quiescent features of the
Head of Christ absorbed in obedient
submission to the Father's will.

Fig. 6: Hook: Head of Christ

Icons of American Protestantism

Fig. 7: Sallman: Lmd and Master

texture of the hair whose waviness
seemed "feminine" to the publishers.
Portrait ofJesus appears to have taken
its tip directly from Hook's painting:
the tilted head and the frontal view
address the viewer directly. The face
emerges from deep brown shadow and
exhibits greater color in the face
(including clear blue eyes) and more
loosely painted hair.
The sensation of untrammeled
encounter was deliberate, but the tie
to the 1940 original was not
abandoned, as the caption in a sales
catalog suggests: "... it is as if the
profile from his original 'Head of
Christ' has turned to a full face view,
allowing the eyes to follow the
observer from every angle." In fact,
many viewers refer to this feature of
the portrait's gaze with fond approval,
as visual proof of God's benevolent
omnipresence. 0

Entry No. 10: Christ at Heart's Door

One of the primary marketing
strategies of Kriebel & Bates was to
offer suites of Sallman's most
recognized images to customers,
inserting new images when they
appeared in order to identify them

The Art of Warner Sallman

Entry No.9
Warner Sail man , Portrait ofJesus, 1966, oil on canvas on board
Jessie C. Wilson Galleries, Anderson University; purchased by Warner Press and Anderson University

with the growing corpus and the
authorizing prototype, Head of Christ.
In 1946 Sallman undertook a project
of reproducing five of his previously
marketed images of Jesus as ink
drawings executed to resemble prints:
The Boy Christ, Christ at Dawn, Christ at
Heart's Door, Christ in Gethsemane, and
The Lord is My Shepherd. Marketing
materials and copyright documents
refer to the images as "etchings," but
none were etched and some simulate
engravings more than etchings (fig. 8).
In 1944, the Head of Christ had been
issued in "a special etching style" and
was marketed in catalogs of the Gospel
Trumpet Company.

The 1946 project recalls
traditional print media and the format
of suites of prints produced by such
familiar artists as Durer, Gustave Don:!,
and the enormously popular
nineteenth-century Bibel in Bildern
(Picture Bible) of Julius Schnorr von
Carolsfeld (fig. 9). Gathered into
inexpensive volumes published by
commercial presses in the United
States, prints by Schnorr von
Carolsfeld as well as works by countless
other artists including Dorc:!, whose
work Sallman knew well and admired,
had served as the single most
important source of religious
iconography for popular audiences
15

Fig. 8: Sail man: Christ at Dawn

Entry No. 10
Warner Sail man , Christ at Heart's Door, 1946, stat R_hoto with whiting
J essie C. Wilson Galleries, Anderson University; ptlrchased by Warner Press and Anderson University

since
the
previous
century.
Collections of such imagery were
available for Sunday School instruction
and were also gathered into bibles to
serve as confirmation and marriage
gifts. Sallman's successfully simulated
technique certainly evokes this longestablished tradition of printed
imagery. This genre of imagery was
the only continuous form of visual
culture in Protestantism dating from
the Reformation, when Luther
followed medieval tradition by
illustrating the first edition of his
translation of the New Testament with
woodcuts.
Yet Sallman was not satisfied with
the flatness of the patterned gravure,
so he introduced whiting on stat photo
reproductions of some of the ink
drawings. By this means he enhanced
the three-dimensional illusion of the
image as well as the radiance of Christ,
a prominent feature of the painted
version of Christ at Heart's Door
(compare entry no. 3) 0

Entry No. 11: The Son of Man
This is a reproduction of the
1924 charcoal drawing entitled The Son
of Man, the original version of the
portrait, which appeared on the cover
Fig. 9: Schnorr von Carolsfeld: Sennon on the Maunt
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of the Covenant Companion, official
magazine of the Evangelical Covenant
Church , of which Sallman was a
member. As art director of the
Companion, Sallman determined to
provide an image of Jesus that would
appeal to youth in the special youth
issue of February 1924.
Mter the 1940 oil painting of the
Head of Christ gained. wide recognition ,
Sallman undertook a ministry of
visiting congregations and church
groups to reproduce the image in
chalk, for which he developed a
testimony concerning its origin in
1924. A number of variations of this
narrative exist in magazine articles
since the 1940s, but the story
consistently recounts that after futile
attempts to produce an image,
Sallman retired to bed. In a dream or
waking vision, he suddenly glimpsed
an image which he immediately
captured in a sketch. The next
morning he executed the charcoal
drawing which appeared on the cover
of the Campanian.
Yet the image Sallman drew
closely resembles the face of Christ in
a painting of 1892, The Friend of the
Humble, by the Frenchman Leon
Lhermitte (see figs. 10 and 11), which
was reproduced in the December 1922

Entry No. II
Warner Sail man, The Son of Man, original 1924, reproduction of charcoal drawing
Jessie C. Wilson Galleries, Anderson Unh·ersity; purchased by Warner Press and Anderson University

issue of The Ladies' Home journal. In an
article of 1961, Sallman acknowledged
that he had seen the Lhermitte
reproduction there, cut it out, and
framed it as a gift for his mother
(Margaret Anderson, "His Subject
Shaped His Life," The War Cry
[December 9, 1961] 7-8, 10). The
resemblance is undeniable and marks
yet another instance of his borrowing
an image for reworking in a new
context. His use of the French
painting, however, does not appear to
be plagiarism, but rather a reappropriation. He replaced the rough
facture of Lhermitte's painting with
what became a characteristic softness.
Surfaces and contours are mollified
and the familiar radiance is added, as
well as the immediate focus upon the
head in order to achieve an intimacy
that became Sallman's trademark. 0
Fig. 10: Lhermitte: The Friend of the Humble

The Art of Warner SalZman

17

Fig. 11 : Lhermitte: Friend of the Humbl£ (detail)

Entry No. 12: The Christmas Story

By the end of 1942, when
Sallman produced this magazine cover
for the Salvation Army's Christmas
issue of The War Cry, hundreds of
thousands of young American men
and women had been mobilized for
military action . Parents faced the
terrible task of giving up their children
to the slaughter of combat. One
response to this ordeal among
Christians was the use of images which
preserved ties to religious faith as a
means of comfort and protection.
In an image that mingles
patriotism and faith, Sallman merged
the Nativity with the American flag as
the content of a spiritual meditation of
a young soldier far from home reading
an unambiguously labeled copy of the
New Testament. Sallman had published
work in The War Cry since the 1930s and
it was the Salvation Army which was
jointly responsible for distributing
pocket-sized reproductions of the Head
of Christ to G.l.s during the war (see
entry no. 15). 0
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Entry No. 12
Warner Sail man, The Christmas Story•, 1942, cover illustration of The War Cry, vol. 22, no. 1147, December 19, 1942
Bates File, Sail man Arch ives, Jessie C. Wilson Galleries, Anderson University
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Entry No. 13: Head of Christ
Sallman's art was used extensively
by the Methodist Church (Epworth
League), Missouri Synod Lutherans
(Walther League) and both Northern
Baptists and the Southern Baptist
Convention in connection with youth
groups and Sunday School programs.
Within less than a year of its
appearance, Sallman's painting was
used on the cover of this new
Southern Baptist quarterly for Sunday
School instructors.
The marketing of the image by
religious bookstores and church
supply firms such as the Baptist
Bookstore in the south was often
aimed at teachers and their pupils.
The back cover of this issue of the
Sunday School Intermediate Teacher
carries an ad for the Head of Christ to
be purchased through the mail from
Baptist Bookstores from New Mexico
fo North Carolina. Pocket versions
measuring 3 l / 2 x 2 l / 2 inches sold
for 50 cents per dozen in 1942 and
were often gifts from teacher to
The Art of Warner SalZman
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Entry No. 13
Warner Sail man, Head of Chris~ reproduction ,
Cover of Sunday Schoollntennediate Teacher, vol. 3,January/ March , 1942
Bates File, Sallman Archives, Jessie C. Wilson Galleriens, Anderson University

student. The largest version of the
Head of Christ advertised here, 20 x 16
inches, sold for $1.50, and was
frequently placed in Sunday School
classrooms. Teaching "intermediate"
Sunday School students (10 to 14 years
of age), whom the author of the
lessons in this issue characterized as
"builders of air castles and dreamers of
dreams" (58), made extensive use of
visual imagery and metaphor.

Lessons and essays are entitled
"The Synoptic Picture of Jesus,"
'Three Pictures of the Life of Christ,"
"Picturing Truth," and "Vision and
Duty." The author suggests in one
lesson that instructors encourage
students to bring to class copies of
their favorite pictures of Jesus.
Teachers are referred to Sallman's
image on the cover in case they are
familiar with no others. 0
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superabundance of graces which He has
showered upon us already. He pleads with
us, too, asking us to draw close to His
Sacred Heart in all trials and difficulties
with trust, unwavering trust, in His infinite
goodness and mercy. (1)

~0

Though the firm of Kriebel &
BateS was liquidated in 1987, a former
member of the firm has indicated that
the image of the Sacred Heart itself
was photo-mechanically imposed on
the painting.
This cannot be
confirmed, however, because the
location of the original painting is
unknown. In 1962 Sallman painted an
image virtually identical in pose
entitled Pledging Savior. He produced
a few other images which were
intended for a specifically Roman
Catholic market, such as Mary, Mother
ofChrist (fig. 12).0

Entry No. 15: Head of Christ
Sallman's image of Jesus was
most widely circulated as pocket-sized
prayer cards. On the reverse of each
of those shown here appears a variety
of texts which suggest the confessional
range of Kriebel & Bates' clientele:
Mysteries of the Holy Rosary; the
Beatitudes; the Ten Commandments;
and the Seven Last Words of Christ.
The earliest versions of the wallet
image carried the anonymous text
called "One Solitary Life" (fig. 13).
Millions of cards with this text were
Entry No. 14

Warner Sail man , Sa cred Heart ofjesus, date of original oil painting unknown , cover of COR, vol. 23, no. 6,June 1951
Bates File, Sail man Archives, Jessie C. Wilson Galleries, Anderson University

EntryNo. 14: SacredHeartof]esus
Although researchers in this
project have focused on the Protestant
reception of Sallmanl, s art, his work
was also well-received among Roman
Catholic believers. Sales records from
Kriebel & Bates in 1968, the last year
of Sallman's life, show that sales to
Protestant vendors (for resale)
exceeded Catholic buyers by roughly a
factor of seven to one. Yet the cover
illustration of COR, a magazine
published by the Congregation of the
Priests of the Sacred Heart at Sacred
20

Heart Monastery in Hales Corner,
Wisconsin, documents the appeal of
Sallman's imagery to non-Protestants.
An editorial note in this issue provided
the following explanation of Sallman's
image:
We see here depicted a strong
masculine face and firm, capable hands
and eyes near tears as Christ pleads with
His Heavenly Father for His disciples. June
is the Month of the Sacred Heart. Jesus,
His Sacred Heart on fire with love for us, is
constantly pleading for us before the
throne of His Heavenly Father, always
begging for new graces to add to the

Fig. 12: Sallman: Mother if Christ
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Fig. 13: "One Solitary Life," author unknown

distributed through the USO by the
Salvation Army and the YMCA
beginning in 1942 to U.S. servicemen
and women in Europe and later in the
Pacific.
Parents and church
congregations also made gifts of these
cards to young men departing for the
front.
Fascinating accounts of the effect
of the pocket icon emerged from the
war which tell of the -picture's power to
provide refuge from battle or even to
unite Japanese and American soliders
who were Christians. One Indiana
businessman with three sons and many
local church members in the war
initiated a campaign of sending walletsized reproductions of Sallman's
picture to American servicemen. With
the pictures, he included a letter
which
offered the
following
instructions: "Keep these handy in
your purses where you see them most
frequently. If and when the going gets
The Art oJWamer SalZman

Entry 15
Warner Sail man, Head of Ch1ist, reproductions, uncut prayer cards
production date unknown
Bates File, Sallman Archives, Jessie C. Wilson Galleries, Anderson University

tough, it will help you in your
thinking, always reminding you of his
presence."
After the war, the same pocket
version served as the principal icon in
conservative political propaganda from
evangelical quarters. The same
Indiana businessman broadened his
campaign by pitting what he called
"card-carrying Christians" against
"card-carrying Communists." In a
1948 tract publicizing his "Christ in
Every
Purse"
campaign,
the
businessman called for an end to
violence and force and a "turn to
moral values." "Peace," he wrote, "can
come to us individually, to our
communities, and to our national life
by a recognition of the supremacy of
moral force." The substitution of
moral for military force, he claimed,
would bring an end to the "confusion"
caused by the war. It was the picture
of Jesus that would inspire "a closer

communion with the Captain of our
Salvation." Military rhetoric remained,
but was now used in the service of the
Cold War ideal of a moral presence
around the world. 0

Entry No. 16: The Last Supper

This photograph illustrated an
article entitled "Congo Mission" in
LIFE, vol. 22,)une 2, 1947 (108).
Twelve young African men perform a
religious pageant of the Last Supper
arranged loosely after the familiar
pictorial formula from 15th-century
Italian murals such as Leonardo's
famous version of 1498. The actors
and their female audience are
members of the Disciples of Christ
Congo Mission at Monieka, Republic
of Zaire (formerly the Belgian Congo).
The pageant probably occurred
during Easter celebrations.
21

molding of character, and in the
determination of his conduct ... Nothing
is more important in the experience of
youth than the kind of pictures they
habitually see. U· Maurice Trimmer, in
Religious Digest, vol. 20,June 1947, 49-50]

According to this pedagogy,
images shape the imagination of the
child and new convert by appealing to
a visual literacy rather than an
intellectual one. The assumption is
that values are internaliz·ed more
directly through images.
The ideological power of images
in moral formation is recognized
widely by religious groups who make
little or no liturgical use of images in
the worship setting. Many report
having seen and admired Salim an's
pictures as young people in Sunday
School even though they never saw
them in the sanctuary. 0

Entry No. 16
Nat Farbman, The Last Supper, 1947 photograph, copyright UFE, Inc.
Bates File, Sallman Archives, Jessie C. Wilson Galleries, Anderson University

The Disciples of Christ, which
established the mission, was
headquartered in Indianapolis, which
probably accounts for the presence of
Sallman's Head of Christ, mounted in
the center in the place of Jesus.
Kriebel & Bates operated from
Indianapolis also. Yet Sallman's
imagery accompanied missionaries
around the world. It is popular in
Ethiopia even today and has been used
in mission instruction from Mrica to
the Carribean to the Philippines. The
deployment of religious images among
youth and those from other cultures
for purposes of instruction was guided
by the assumption that images spoke
directly to the imagination whose
power in moral formation was
considerable. In the same year that
this photo was taken, a Baptist
clergyman published an article
entitled 'The Influence of Pictures," in
which he praised Sallman's Christ and
asserted that
The pictures at which a person
habitually looks play a prominent part in
the formation of his concepts, in the
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Entry No. 17
"Tiny Picture of Christ Weeps Tears of Blood" from National Enquirer, August 21 , 1979
Bates File, Sallman Archives, jessie C. Wilson Galleries, Anderson University
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Entry No. 17: "Tiny Picture of Christ
Weeps Tears of Blood"
Contrary to the inclination of
some Protestants, particularly those
with a seminary education, images
such as Sallman's Head of Christ have
repeatedly offered Protestants the
power of making the supernatural
present, making the invisible visible.
In 1958 one admirer of Sallman 's
picture of Jesus wrote a letter to the
editor of the widely-read conservative
Protestant magazine, Christianity Today,
in objection to the vociferous claim of
a seminary professor that Sallman's
image was "a pretty picture of a woman
with a curling beard ... [and not] the
Lord who died and rose again!" The
letter writer replied that Sallman's
work was "very evangelical Christian
art. I have had visions of our Lord
Jesus Christ and his [Sallman's]
painting is a very close resemblance."
Such
testimony
is
not
uncommon.
The artist himself
received several letters reporting
mystical visions and experiences of a
Christ who resembled his picture. On
July 6, 1955, in her Clinton, Iowa living
room,
a
Protestant
woman
experienced the image "turn from
paper to living flesh," as she put it in a
letter to Sallman two years later. And
in 1979 an image of the Head of Christ
is on record as having bled. At
approximately 1:30 PM on May 25,
according to a story printed in the
National Enquirer, a drop of blood
appeared under the right eye of a
wallet-sized picture of Sallman's Christ
encased in plastic and owned by an
elderly Protestant woman in Roswell,
New Mexico. Tests performed on a
sample of the blood by a local hospital
technician proved that the substance
was in fact human blood. A family
member reported that thousands of
people came to see the tiny icon, many
of whom fell to theit" knees and wept.
Local Protestant clergy vouched for
the sincerity of the family and one
minister concluded: "I am convinced it
is a miracle and a thing of God." 0
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Entry No. 18
.
'
0
b 28 1945
Dr. Torrey Johnson with Sallman's HPad ofCiuist at Youth for Christ ~lly, Chzcago Hera/il Amencan, cto er '
Bates File, Sallman Archives, Jessie C. Wilson Galleries, Anderson UmverSity

Entry No. 18: Head of Christ at Youth
Rally
The conservative Protestant
agenda after the war included a
vigorous opposition to 'godless'
communism, secularism, and modern
science; an interdenominational
coalition of evangelicals to provide an
alternative to the liberal theologies of
mainline Protestantism; and the
formation of youth ministries such as
Youth for Christ, founded in 1945,
which employed the young Billy

Graham as its first full-time evangelist.
Sallman's Head of Christ served as the
backdrop to the speaker's platform at
an early rally which featured the
Chicago evangelist Torrey Johnson
shown here striking a Billy Sunday
pose.
The evangelical initiative to
mobilize youth and family contributed
to the broader political end of
transforming the military conflict of
the war into the moral and spiritual
conflict of the Cold War. 0
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Entry No. 19
Church bulletins and funeral announcements, Kriebel & Bates, production dates unknown
Bates File, Sailman Archives, Jessie C. Wilson Galleries, Anderson University

Entry No. 19: Church Bulletins
Service bulletins represent one of
the most common uses of images in
Protestant worship. Sunday bulletins
are frequently illustrated and
represent ephemeral versions of highly
ornate
medieval
lectionaries,
illuminated pericopes, and decorated
missals and a ntiphonaries which
provided biblical texts, music, chants,
prayers, and liturgical directions for
worship . In the modern world, the
bulletin often serves as a newsletter
and congregational bulletin board as
well as a service aid.
Because modern Protestant
wo rship in the U.S. has generally
24

involved
a
high
degree
of
congregational participation in the
service, a bulletin providing the
necessary instructions accompanies
each worship service. Perhaps because
the
bulletin
constitutes
the
parishoner's means of participation in
worship, and is therefore part of the
worship experience, care is taken to
make the bulletin visually attractive.
The bulletin Is decorated to
correspond with the occasion, with the
church's confessional tradition, and
with its local and seasonal decoration.
Bulletins adorn the information they
offer with a variety of imagery and
graphic design. The image on the
bulletin 's cover typically illustrates or

comments in some manner on the
biblical lesson or gospel reading for
the day. Orthodox churches, for
instance, reproduce icons on their
bulletins keyed to the church calendar
and the saint's day. The images and
contents of most bulletins are usually
examined in the brief, meditative
moment of time preceding the
commencement of the service as the
nave fills with worshippers, who are
meant not only to study the bulletin,
but to keep it after worship. 0
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Entry No. 20: Promotional Literature

Mm NEW PRODUCTS r,,,.,.t19S7 K&8 Catales
Each year Kriebel & Bates issued
flyers such as these in order to
promote both new and established
products. Sales were primarily to
vendors such as book and gift stores,
framers, funeral directors, and other
religious presses. These flyers were
distributed seasonally to offer
consumers and retailers items which
answered to the special needs they had
for such holidays as Christmas and
Easter. The industry and market of
inexpensive and often ephemeral gifts
given to celebrate sacred holidays has
become in the twentieth century one
of the most established features of
religious and family life.
The
exchange of cards and inexpensive
gifts such as images and crosses is one
of the most common forms of
observing holidays and nurturing the
network of family and social relations
which form the extended community
of modern life. Mementos and
devotional aids are used to mark the
occasion as religiously significant and
to distinguish rites of passage such as
birthdays, baptisms, confirmations,
graduations,
marriages,
and
anniversaries.
Such gifts are
subsequently filed away in family
albums or displayed on shelves in the
home.
Kriebel & Bates built their
business on these needs and enjoyed a
product which was favored by many
consumers. Because Sallman's Head of
Christ was so widely recognized as the
definitive Protestant icon, its
appearance on ephemera like
bulletins, cards, and announcements
effectively communicated
the
significance of the occasion. This
instantaneous communication is, of
course, the signature of mass-mediated
culture and indicates the degree to
which Sallman 's picture was part of the
commerce of Protestant piety in
American middle-class life. The
practice of Protestant devotion, the
expression and celebration of faith
and religious sentiment came to
depend fundamentally on secular
patterns of consumption. 0
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Entry No. 20
Promotional literature, Kriebel & Bates, c. 1957
Bates File, Sail man Archives, Jessie C. Wilson Galleries, Anderson University

Entry No. 21: lnspira-Clock/Lamp
The feature of radiance which so
many admirers of the Head of Christ
cite as its appeal was marketed by
Kriebel & Bates in both the InspiraClock (which included a light) and the
Inspira-Lamp. Sallman's imagery has
found an important place in the
Christian home where it hangs on

living room, dining room, and
bedroom walls. Many letter writers
comment that hanging the Head of
Christ in the h.ome proclaims Jesus to
be the "head" of the household. The
home constitutes the most sacred site
in the faith lives of many Protestants
because it is the place where the
marriage rests, children are raised,
and relatives and friends entertained.
25
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Entry No. 21
Inspira-Ciock and Inspira-Lamp promotional flyers, Kriebel & Bates, c. 1957
Bates File, Sallman Archives, Jessie C. Wilson Galleries, Ande rson University

The home is also the public measure
of personal success and divine favor in
American life. The images on the
walls as well as clocks and lamps on the
mantel, table or shelf are thought to
be shapers of positive behavior. They
are generative forces in the formation
of children and family life in general.
Salim an's images often serve as the
centerpiece of a room as well as the
focal point for family devotions and
prayer. Furthermore, owners become
so fondly attached to them as
anniversary,
wedding,
and
confirmation gifts that the pictures
subsequently accompany them from
home to home and into retirement.
Not infrequently, the images are
26

passed on to the next generation as
something of a family heirloom .
Kriebel & Bates knew all of this very
well and presented Inspira-Clock
accordingly. The ad copy for this
"attractive new gift item" reads: "An
ideal night light or center for evening
devotional hour. Will brighten the
long lonely hours for the convalescent
at home or in the hospital." 0

Entry No. 22: "Sallman's Religious
Masterpieces

This composite sketch was traced
from several small reproductions of
paintings in preparation for a new
sales catalog that would feature
Sallman's best known images as well as
the latest images which Kriebel &
Bates sou.ght to popularize by
presenting them in the context of the
familiar pictures. From left to right,
the images shown are The Lord is My
Shepherd ( 1943), His Presence ( 1946),
Mary, Mother of Christ (1948), Christ Our
Pilot (1950), Christ at Dawn (1945), and
Head of Christ (1940).
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Entry No. 22
Warner Sallman, "Sail man's Religious Masterpieces," n.d. (after 1950), pencil on tracing paper
Bates File, Sallman Archives, Jessie C. Wilson Galleries, Anderson University

Entry No. 23: Howard W. Ellis' "Story
of Sallman 's Good Shepherd"

Kriebel & Bates issued several of
these booklets between 1944 and as
late as 1956. Early on they were
written by Howard Ellis or Sylvia
Peterson, who were both personally
acquainted with Sallman, and later by
Fred Bates, the publisher. These texts
and other promotional materials
became the most important source of
information about the subject matter,
symbolism, and theology of Sallman's
images. Patterns of popular reception
can be traced to these booklets,
particularly Howard Ellis' pamphlet of
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1944 on the Head of Christ, and to a
widely reprinted article by Sylvia
Peterson called "The Ministry of
Christian Art," which first appeared in
The Lutheran Companion in 194 7.
These short essays and booklets have
remained the only published materials
on Sallman and have therefore served
viewers (second only to oral culture)
as the source of information on
Sallman's art.
The pamphlets and items were
always edited by Fred Bates, the active
member
of
the
publishing
partnership.
Peterson has also
indicated that she discussed each
image with Sallman himself before

writing her interpretations and
allowed him to read them before
publication (phone conversation with
the author, August 7, 1991).
In his text on The Lord is My
Shepherd, Howard Ellis dwells on the
topography of the Judean landscape
and the vocation of the Palestinian
shepherd in a manner that recalls the
myriad accounts of biblical travel
literature popularized since the 19th
century. The prose abounds in
pastoral imagery and wants to achieve
in its idyllic, moralizing ekphrasis a
picturesque sense of the The Holy
Land. Both image and literary
account in this instance present a
27
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EnllJ' No . 23
Howard W. Ellis, amhor, dates unknown, The Story of Sallman 's Good Shepherd, 1944
Booklet published by Kriebel & Bates, 12 pages
Bates File, Sail man Archives, J essie C. Wilson Galleries, Anderson Unive rsity

patern alistic vision of a devoted and
prote ctive shepherd overseeing his
fl ock, whi ch follows him in complete
trust. Yet if Sallman alludes to nothing
dark in his picture (the delicate crook
which Christ holds seems of little value
as a weapon), Ellis claims to discern
there the danger and threat of the real
"Valley of the Shadow of Death," which
28

he points out is located s1x miles
northwest of Jerus a lem." Other
promotional materials situate the
scene in Galilee, the district where
Jesus grew up, but in his emulation of
the ' historical authenticity' of Holy
Land literature, Ellis links the painting
to the historical site of the "Valley" in
Judea. In such a valley, we read, the

sheep follow their shepherd along "a
gloomy pathway," through ravines in
which "lurk marauding robbers and
wild beasts of prey ... " (7) .
The discourse of the didactic
travelogue through the Holy Land
shapes popular response to Salim an' s
picture along two lines. First, Ellis
follows an ancient practice of
Icons of American Protestantism

allegorizing the landscape: "In this
picture Mr. Sallman is telling [us] that
there is no path in life too rough and
long for us to travel, if we are
convinced of Christ's leadership ... "
(8).

Second, the author produces a
narrative that often contradicts the
image's appearance, but in so doing
links it to an overarching theme in 20thcentury conservative Protestantism: the
masculinity of Christ. The Palestinian
shepherd possesses a crook, "the
emblem of his vocation," as the means
of protecting his sheep from predators.
His devotion to the flock is selfless and
his battle against wild beasts unceasing.
"His is a man's task calling for genuine
courage, physical strength, and a
kindly concern for the flock.
Sallman's shepherd is as rugged as the
staff he carries" (8).
This final judgment seems as
dubious as the often repeated
assertion that the Head of Christ
portrays Jesus as "manly" and
"rugged." Ellis himself helped
transmit this notion in his pamphlet
on the Head of Christ, where he quotes
the following exchange between a
professor at Moody Bible Institute and
Sallman, who had enrolled in a night
class on scripture. Hearing that the
young man was an artist, the faculty
member commented:
"Keep right at it. We need Christian
artists. And I hope sometime you give us
your conception of Christ. Most of the
pictures I have seen are too effeminate. I
hope you'll picture a virile, manly Christ!"
"You mean you think Jesus was a
more rugged type?"
"Exactly. He lived and worked out of
doors, so he must have been tanned. He
was a man's man who set his face like flint
towards Jerusalem. His was a masculine
face of strength and power. That's the
picture we need, Sallman, and I hope you
will do it someday." [Howard W. Ellis, Story
of SalZman's "Head of Christ," Kriebel &
Bates, 1944, 6]

The preeminence of the
discourse about Christ's manliness was
so important to many Protestants that
they saw what the discourse told them
to see and simply ignored the
appearance of the imagery. 0
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Entry No. 24
Louis Jambor, Hungarian-American , 1884- ?, title unknown (Head of Christ), n.d.
Color reproduction, c<;>pyright 1945 b)' N. G. Based
Bates File, Sail man Archives, Jessie C. Wilson Galleries, Anderson Uni\'ersity

Entry No. 24: Jambor: Title Unknown,
(Head of Christ)

The popularity of Salim an's
head-and-shoulders format was such
that rival artists and publishing firms
produced variations on it. Louis
Jambor's image was copyrighted in
1945; another, very similar portrait was
copyrighted in 1949 (fig. 14) by

Augsburg Publishing Company in
Minneapolis, one of Kriebel & Bates'
most challenging competitors. Jambor
not only appropriated Salim an's
picture of Jesus, but even borrowed
the popular discourse about Christ's
portrayal attached to Sallman's image.
Jambor is quoted in 1949 as stating
that he had sought to represent in his
most recent image his subject's
29

Entry No. 25: Untitled Poster

Fig. 14: Jambor: j esus of Nazareth

"spiritual greatness and physical
strength." He said that "people
wanted to see stronger intepretations
of Christ than the paintings many
artists have produced-paintings in
which spirituality is diluted with too
much sweetness. I tried to develop the
face to show the strength His manual
labor wrought ... " (Edward Barry,
'Jesus of Nazareth ," Chi cago Sunday
Tribune, April 10, 1949, 8, 14) . The
same had been reported of Sallman as
early as 1943. 0
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This anonymous poster inspired
Sallman's Christ Our Pilot (entry no. 5).
Sallman exchanged the flatness of the
poster's design-the layered frontal
arrangement of the figures against a
plain ground-for the stormy seascape
and the diagonal of the boat (which
bears no perspectival relation to the
wheel, helmsman or pilot}.
Instead of depicting the
dramatic moment of the poster where
Christ supports the sailor and lends a
firm hand to the wheel, Sallman ' s
Christ provides only guidance. The
stern , frontal view of Jesus in the
poster is without parallel in Sallman's
art. His pilot seems to hover as a
spiritual presence, a moral assurance
rather than the towering corporeal
authority of the earlier work. Sallman
transfigured the literal participation of
the war-time Christ intervening on
America's behalf into an allegorical
voice of comfort and conscience,
which a sales catalog indicates will
assist us as we "steer the proper course
of our lives ... [and will] land us safely
in a peaceful harbor." Sallman
generalized the specificity of the
military Christ into a moralizing
allegory of everyday life.
The solution to the problems
posed by growing up , to negotiating
the critical junctures in one's life, was
the benevolent guidance of a higher
power which took a very personal
interest in one's welfare. The message
was comfort to the parent giving the
picture as a gift as much as comfort to
the child receiving it.
This
relationship remained the centra l
concern for Sallman's art since the
parent-child bond was understood by
the devout to mirror their relation
with God. 0
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Entry No. 25
Artist unknown, U11titled (Christ ll'ith Sailor) Poster, copyright by Extension, Chicago, 1944
Bates File, Saiiman Archives, Jessie C. Wilson Galleries, Anderson University
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Documentation of Entries
EntryNo. 1:
Warner Sallman (1892-1968), The Head ofChrist, 1940,
oil on canvas, 28 1/ 4 x 22 1/ 4", Wilson Galleries,
Anderson University

Entry No. 12:
Warner Sallman (1892-1968), The Christmas Story, 1942,
cover illustration of The War Cry, ©The Salvation Army,
1993. Reprinted by permission of the Salvation Army.

Entry No.2:
Warner Sallman ( 1892-1968), Christ in Gethsemane, 1941,
oil on canvas, 40.x 30" , Wilson Galleries, Anderson
University

Entry No. 13:
Warner Sallman (1892-1968), Head of Christ, cover of
the Sunday School Intermediate Teacher, vol. 3, no. 1,
January- March, 1942

Entry No.3:
Warner Sallman (1892-1968), Christ at Heart's Door,
1942, oil on canvas, 40 x 30", Wilson Galleries,
Anderson University

Entry No. 14:
Warner Sallman ( 1892-1968), Sacred Heart ofjesus, cover
of COR. vol. 23, no. 6, June 1951, © Priests of the
SacredHeart, Sacred Heart Monastery, Hales Corner,
Wisconsin. Reprinted by permission of Sacred Heart
Monastery.

Entry No.4:
Warner Sallman (1892-1968), The Lord is My Shepherd,
1943, oil on canvas, 40 x 30 ",Wilson Galleries,
Anderson University
Entry No.5:
Warner Sallman (1892-1968), Christ Our Pilot, 1950, oil
on canvas, 40 x 30", Wilson Galleries, Anderson
University
Entry No.6:
Warner Sallman (1892-1968), He CarethFor You, 1954,
oil on canvas, 50 x 38", Wilson Galleries, Anderson
University
Entry No.7:
Warner Sallman (1892-1968), Ready to Go-Ready to
Stay!, 1954, oil/collage on board, 12 3/ 4 x 8", Wilson
Galleries, Anderson University
Entry No.8:
Warner Sallman (1892-1968), Let's Go to Church, 1957,
watercolor, 29 1/ 2 x 21 1/ 2", Wilson Galleries,
Anderson University

Entry No. 15:
Warner Sallman (1892-1968), Head of Christ, uncut
prayer cards and plastic frame, n.d., Wilson Galleries,
Anderson University
Entry No. 16:
Nat Farbman, The Last Supper, 1947, photograph, 10 x
8 1/ 8", ©Life Magazine (Life, vol. 22,June 2, 1947, p.
108). Wilson Galleries, Anderson University. Reprinted
by permission of Life Magazine.
Entry No. 17:
"Tiny Picture of Christ Weeps Tears ofBlood,"National
Enquirer, August 21, 1979, p. 29. Reprinted by
permission of National Enquirer.
Entry No. 18:
"Dr. Torrey Johnson speaking at Youth for Christ
Rally," Chicago Herald American, October 28, 1945, p. 8
Entry No. 19:
Church bulletins and funeral announcements, Kriebel
& Bates, n.d., Wilson Galleries, Anderson University

Entry No.9:
Warner Sallman (1892-1968), Portrait ofjesus, 1966, oil
on canvas on board, 20 1/ 4 x 16 1/ 4", Wilson Galleries,
Anderson University

Entry No. 20:
Assorted promotional literature, Kriebel & Bates, c.
1957, Wilson Galleries, Anderson University

Entry No. 10:
Warner Sallman (1892-1968), Christ at Heart's Door,
1946, whiting on stat photo, 9 7/ 8 x 7 3/ 8", Wilson
Galleries, Anderson University

Entry No. 21:
Inspira-Clock and Inspira-Lamp promotional flyers,
Kriebel & Bates, c. 1957, Wilson Galleries, Anderson
University

Entry No. 11:
Warner Sallman (1892-1968), The Son of Man, 1924,
reproduction, Wilson Galleries, Anderson University

Entry No. 22:
Warner Sallman (1892-1968), "Sallman's Religious
Masterpieces," n.d. (after 1950), pencil on tracing
paper, 9 x 7 1/ 8", Bates File, Sallman Archives, Wilson
Galleries, Anderson University

Entry No. 23:
Story of Sal/man's Good Shepherd, by Howard W. Ellis,
1944, Wilson Galleries, Anderson University

Entry No. 24:
Louis Jambor, untitled (Head of Christ), 7 x 5", n.d.,
reproduction, Wilson Galleries, Anderson University
Entry No. 25:
Anonymous, untitled (Christ with Sailor), 14 7/8 x 11
3/4", 1944 copyright by Extension, Wilson Galleries,
Anderson University

Documentation of Figures
No.1:
Heinrich Hofmann (1824-191l),jesus in the Garden of
Gethsemane, 1890, oil on canvas, size unkown, Riverside
Church, New York City; reproduced in The Light of the
World or Our Saviour in Art, ed. Abram P. Elder (Chicago:
Elder, 1896), plate 87. Reprinted by permission of
Riverside Church.
No.2:
Bernhard Plockhorst ( 1825-1907), The Savior, date
unknown, oil on canvas, size unknown, location
unknown; reproduced in The Light of the World or Our
Saviour in Art, ed. Abram P. Elder (Chicago: Elder,
1896), plate 129
No.3:
Heinrich Hofmann (1824-1911) , I Stand at the Door and
Knock, date unknown, chalk on paper, size unknown,
location unknown; reproduced in William Dallmann,
jesus, His Words and His Works (Milwaukee:
Northwestern Publishing House, 1914), frontispiece
No.4:
Bernhard Plockhorst (1825-1907), The Good Shepherd,
date unknown, oil on canvas, size unknown, location
unknown; reproduced in The Light of the World or Our
Saviour in Art, ed. Abram P. Elder (Chicago: Elder,
1896), plate 101
No.5:
Warner Sallman (1892-1968), Madonna and Christ Child,
1955, oil on board, 22 x 20" Wilson Galleries, Anderson
University

No.6:
Richard Hook (d. 1975), Head of Christ, 1964 copyright
Concordia Publishing House, St. Louis, oil on canvas on
board, 24 x 20". Reprinted by permission.
No.7:
Warner Sallman (1892-1968), Lord and Master, 1962,
reproduction with highlighting, 14 x 10 1/2" Wilson
Galleries, Anderson University
No.8:
Warner Sallman (1892-1968), Christ at Dawn, 1946, ink
on paper, 10 x 7 1/ 4" Wilson Galleries, Anderson
University

No.9:
Julius Schnorr von Carolsfeld (1794-1872), Christ's
Sermon on the Mount, woodcut, 8 1/ 2 x 10 1/8" plate
186, from Die Bibel in Bildern (Leipzig: Georg Wigand
Verlag, 187?)
No.lO:
Leon Lhermitte ( 1844-1925), The Friend of the Humble,
1892, oil on canvas, 61 1/ 4 x 87 3/4" Museum of Fine
Arts, Boston

No.ll:
Leon Lhermitte (1844-1925), The Friend of the Humble,
detail
No.l2:
Warner Sallman (1892-1968), Mother of Christ, 1948, oil
on canvas, 28 x 22" Wilson Galleries, Anderson
University
No.13:
"One Solitary Life," author unknown, c. 1943, printed
on verso of a reproduction of the Head of Christ, 2 3/4 x
3 1/ 2". Correspondence file, letter 269, Sallman
Archives, Wilson Galleries, Anderson University

No.l4:
Louis Jambor (1884-?),jesus of Nazareth, 1949 ©
Augsburg Publishing House, Minneapolis, size,
medium, and present location unknown; reproduced in
"Grafic Magazine," Chicago Sunday Tribune, AprillO,
1949, p. 8. Reprinted by permission of Augsburg
Fortress Press.

In connection with this exhibition, the sponsors will hold a forum on March 4, 1994, at
the Divinity School of the University of Chicago, Swift Hall. Papers will be given by Betty
A. DeBerg, Leonard I. Sweet, David Morgan, Sally Promey and Colleen McDannell, and
other participants include W. Clark Gilpin,James W. Lewis,Jason Knapp, RobertA.
Orsi, Erika Doss and Neil Harris.
Interested persons are invited to attend this public conference, free of charge. For
further information, contact
David Morgan
Department of Art
Valparaiso University
Valparaiso, IN 46383
219.465.7839

Jason Knapp
Department of Art and Design
Anderson University
Anderson, IN 46012
317.641.4325

This project has been generously funded by the Lilly Endowment, Inc. and by the
Louisville Institute for the Study of Protestantism and American Culture. The exhibition
has also been supported by the Valparaiso University Museum of Art and the jessie C.
Wilson Galleries of Anderson University.
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